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Emily Rees 
University of Nottingham 
 
 
Television, gas and electricity: consuming comfort and leisure in the British 
home 1946±65 
 
Abstract  
The arrival of television into the British home in the postwar period coincided with rising 
standards of comfort, provided by utilities such as gas and electricity and the devices that 
they powered. Television, in its capacity as a broadcast medium, was another utility flowing 
into the postwar home, providing domestic leisure. This article will explore how the material 
image of the television set became emblematic of the modern, leisure-based home, examining 
how it was used, in conjunction with gas and electricity, to construct an idealized comfortable 
home. This relationship was promoted in lifestyle magazines, advertisements, design 
publications and exhibitions. I will argue that from this relationship an idealized television 
lifestyle emerged, based around comfort and leisure, which was used to promote the 
FRQVXPSWLRQRIJDVDQGHOHFWULFLW\WKXVHPEHGGLQJWHOHYLVLRQ¶VPDWHULDOIRUPLQFRQVXPHU
culture. In this way, the article will position the history of television in relation to the other 
utilities which shaped the home in this period, namely gas and electricity.  
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Introduction 
7HOHYLVLRQLVµDGRPHVWLFPHGLXP¶ZKLFKµLVZDWFKHGDWKRPH¶DQGµLJQRUHGDWKRPH¶
(Silverstone 1994: 24), yet, as David Morley highlights, its material place in the home often 
remains µODUJHO\XQH[DPLQHG¶ (Morley 1995: 170). This article aims to expand our 
XQGHUVWDQGLQJRIWHOHYLVLRQ¶Vplace within domesticity in Britain by focusing on the material 
history of the television set in relation to other domestic technologies and utilities, namely 
gas and electricity.  Such a relationship is worth considering as, in the postwar period, 
broadcasting, gas and electricity were three utilities which provided ± for those that could 
afford it ± a more leisure-based, comfortable form of domestic life. The prevalence of 
increased free time, and more pleasant homes in which to spend it, created an environment 
under which a medium like television could flourish. This article will argue that lifestyle 
magazines, advertisements, design publications, and exhibitions promoted a consumable 
television lifestyle based on the relationship between utilities, comfort and leisure, which re-
shaped the conception of the ideal home in Britain in the 1950s and 60s.  
Initially, the television lifestyle was fostered through advice about comfortable television 
viewing, centred around the correct application of heating and lighting devices to ensure 
optimal, healthy viewing conditions, but the visual motif of television and television viewing 
was soon capitalized upon by manufacturers and advertisers. The idealized television lifestyle 
was used to promote the consumption of gas, electricity and other related goods, which were 
presented as the means to achieving higher levels of comfort and gaining more leisure time. 
In this way, WHOHYLVLRQ¶VPDWHrial form became embedded in consumer culture; television was 
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used as an emblem of a comfortable, leisure-focused home life, achievable through specific 
consumption practices. Connections between consumerism and television in Britain often 
coalesce around 1955, the date when commercial television aired for the first time (Thumim 
2004; Turnock 2007). This article will demonstrate that this relationship began before 
advertising on television was possible, as prior to this an emerging television lifestyle was 
used as a means of selling an idealized domesticity. This can then provide a more 
multifaceted understanding of the ways in which television, domesticity and consumer 
culture intersected in this period.  
The concept of the television lifestyle has already been identified by media scholar Tim 
2¶6XOOLYDQZKRwrites:  
 
A concern with television lifestyle starts with the materiality of how television appears 
and is indexed, prioritized and used in the actual domestic culture; how it occupies a 
VSDFHRULQIDFWPXOWLSOHµVSDFHV¶LQWKHSULYDWHVLWXDWLRQ and related household settings 
>«@ZKDWWKHµWHOHYLVLRQ¶ORRNVOLNHZKHUHLWLVSRVLWLRQHGDQGKRZLWLVXVHGUHJDUGHG
and assimilated into particular everyday routines and relationships, connecting and 
interfacing private territories and the dynamics of lifestyles, with public and mediated 
forms of cultural circulation.  2¶6Xllivan 2007: 22) 
 
The television lifestyle, therefore, is the material way television is used and embedded in 
domestic life. )RFXVLQJVROHO\RQWHOHYLVLRQ¶VPDWHULDOIRUPFDQEHchallenging, as its position 
as object and medium must always be considered. Dick Hebdige, in his cultural history of the 
9HVSDVFRRWHUDUJXHVWKDWZHQHHGWROLVWHQWRµWKHQXPEHURIYRLFHVZKLFKVSHDNWKURXJK
DQGIRU¶VLOHQWREMHFWVDVµWKHHQLJPDRIWKHREMHFWUHVLGHV>«@LQWKHEDEEOHZKLFK
pUROLIHUDWHVDURXQGLW¶+HEGLJH 1988: 80). Unlike the objects Hebdige describes, television is 
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QRWVLOHQWWKXVLWFDQEHGLIILFXOWWRLJQRUHZKDW¶VRQLWEXWLQGRLQJVRLWLVSRVVLEOHWRWUDFH
the history of thHPDWHULDOLW\RIWKHWHOHYLVLRQVHWOLVWHQLQJWRWKHµEDEEOH¶DURXQGLWDQG
examining the meanings attached to its object form.  
In a British context, some attempt has been made to explore the material significance of 
televisioQ¶VSODFHLQWKHKRPH&Kambers 2011, 2¶6XOOLYDQ 1991, 2007; Wheatley 
2016EXWWKHUHLVQRVXFKHTXLYDOHQWWR/\QQ6SLJHO¶VH[WHQVLYHH[DPLQDWLRQRIWHOHYision 
and domesticity in the United States (Spigel 1992, 2001). Using a cross disciplinary 
approach, this article will expand on the research in design history about the material culture 
of the British home, specifically the role that objects play in articulating the experience of 
domestic modernity (Attfield 2006; Miller 1987; Sparke 1995, 2004). Further to this it will 
build on research into how media objects have shaped and changed domesticity (Berker et al. 
2006; Chambers 2016; Silverstone, et al. 1992; Spigel 1992, 2001)6SLJHO¶VUHVHDUFKRQWKH
arrival of television into the US home pioneered a material cultural DSSURDFKWRWHOHYLVLRQ¶V
history, exploring how the public were expected to appropriate the new medium (Spigel 
1992). From this approach Spigel examines how television became embedded in the 
imaginaries of domesticity in the United States, focusing on the material manifestations of 
the television lifestyle. Helen Wheatley has concentrated on television in the µideal¶ home in 
Britain, using the site of the mid-century public exhibition as a means of tracing the history of 
television as a domestic technology, specifically examining how women were addressed as 
television consumers (Wheatley 2016).  
As Spigel and Wheatley have done, this article shifts the focus on to the physical place of 
television in the material culture of the home E\LQYHVWLJDWLQJZKDW2¶6XOOLYDQWHUPVWKH
µPHGLDWHGIRUPVRIFXOWXUDOFLUFXODWLRQ¶WRFRQVLGHUKRZRWKHUPHGLDQDPHO\PDJD]LQHVDQG
advertisements, helped to construct a specific version of the television lifestyle. I have 
selected the period 1946±65 to allow for the development of television from a luxurious and 
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expensive consumer good in the late 1940s and early 1950s into a widely-owned household 
object by the mid-1960s. I will examine how the construction of the television lifestyle 
changed over this period, as the meaning of the television set altered according to its status as 
a consumer good.  
Lifestyle magazines reveal the idealized constructions of home, providing visual and 
written representations of how it should look and be used. Advertisements frame the 
relationship between the home and consumption; they imagine domesticity through the lens 
of consumer culture. In the 1950s, as consumer goods flooded the market after years of 
austerity, the connection between home and consumer culture became increasingly 
heightened. Indeed, lifestyle magazines played a key role in educating consumers, 
particularly women, in how to maintain the home and how to navigate this new market of 
consumable goods (Winship 1987: 43). The magazines frequently featured articles about the 
new appliances like cookers and refrigerators, advising on the benefits of using gas or 
electrical appliances, thus they played an important role in how consumer culture was 
navigated.  Both magazines and adverts are a powerful mediator between the real and 
imagined experience of domesticity and, while they do not tell us how homes actually 
looked, or the ways in which they were actually experienced, they provide insight into the 
µKRUL]RQVRIH[SHFWDWLRQV¶WKDWUHDGHUVPLJKWKDYHKDGabout the home (Spigel 2001: 15). Ben 
Highmore furthers this argument, writing that: 
 
It might seem that the idealised house is simply a fiction and that it is only the actual 
house that is real. But the idealised house not only shapes our imagination; it also 
shapes our real homes. (Highmore 2014: 10) 
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This research has centred on lifestyle magazines, including monthly magazines with a 
domestic focus such as Good Housekeeping and Ideal Home, weekly magazines such as 
Woman and :RPDQ¶V2ZQ, and DIY magazines Practical Householder and Homemaker. I 
have traced the ways in which the image of the television set or television viewing appeared 
across them. The appearance of television in relation to gas, electricity, heating and lighting 
emerged as a dominant mode of representation. It was quickly apparent that these 
connections were made most frequently in advertisements, often for products that related to 
the comfort of the home, such as heating devices, lighting and carpets, thus a high proportion 
of the sources discussed are adverts. Visual connections between gas, electricity and 
television were also made in features relating to how to heat and light the home, such as 
special supplements in the magazines on what kind of heating to invest in.  
Further to the magazines, this article will uncover the other spaces in which meanings 
of home were being formed in this period to understand if the magazines were producing 
widely held beliefs about what constituted a comfortable home and the place of television 
within this. The Council of Industrial Design (CoID) produced literature, articles and 
exhibitions on the place of television in the home, which provided advice on how to achieve 
comfortable viewing, with a focus on how to light television viewing. This provides insight 
into how designers framed the relationship between television and other objects in the home. 
I will also use government reports on house building and social surveys, including studies of 
the home conducted by social scientist Dennis Chapman in the 1940s and 50s.  These 
illustrate how the discussion about comfort was taking place across different platforms, not 
just in magazines, and that this was often in relation to the design and architecture of the 
modern home. In addition to this, I will refer to a Mass Observation directive from 1949, 
which asked for respondents to write about their attitudes towards television and the impact it 
might have on their lives. This provides access into the concerns that some members of the 
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public had about television and its impact on the work and leisure balance in the home. Many 
of the anxieties present in this directive are reflective of the advice given in the lifestyle 
magazines, which provided suggestions on how to negotiate this balance, normally using 
lighting. These complimentary sources help to illuminate why particular discussions might 
have taken place in the magazines, as well as where advertisers appear to have capitalized 
upon certain anxieties or preferences.  
 
Technology and comfort  
Historians have argued that the concept of the comfortable home emerged in the Victorian 
era; WKHFRPIRUWDEOHµERXUJHRLV¶SULYDWHKRPHwas formed as an escape from the 
increasingly bureaucratic, cold sphere of work (Rybcynski 1987). Developments in 
technology, including the domestication of electricity and the use of gas fires, aided the 
modernisation of the home in the twentieth century, providing opportunities for better heated 
and better lit homes. David Jeremiah writes that the Victorian legacy of comfort led to an 
µRYHUULGLQJDJHQGDWRSURYLGHDEHWWHUOLIHVXVWDLQHGE\DEelief in the objectives of progress 
and improvement, which through planning and technical change would put in place a modern 
%ULWDLQ¶-HUHPLDK 2000: 1). In the 1920s and 30s the benefits of gas and electricity in 
providing a more comfortable home were widely promoted, with various exhibitions, leaflets, 
posters and lectures produced educating the public about the advantages of these utilities 
(Jeremiah 2000: 98). A leaflet from the 1930s promoting the various uses of electricity states 
WKDWWKHµHOHFWULFKRPHLVEULJKWFOHDQKHDOWK\DQGFKHHUIXO¶Anon 1934: 36).  
While many of the ideals about the comfortable, warm, hygienic home were laid 
down in the 1920s and 30s, the postwar period was a decisive moment in the improvement in 
living conditions and unprecedented access to comfort. In the period of postwar 
reconstruction, millions of new homes were built and slums cleared across the country 
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meaning that millions had access to a new standard of home, which for many meant the first 
time with indoor plumbing and running water (Langhamer 2005). In 1947 and 1949 
respectively, electricity and gas were nationalized (coinciding with the creation of the welfare 
state), pivotal acts that changed these from commodities for the wealthy into state-run 
services intended for everyone. The end of postwar austerity, full employment, and the 
prevalence of Hire Purchase in the mid-1950s meant that there was increased spending power 
with which to buy new gas and electricity powered goods. Many of these devices were so-
called labour saving; they were sold on the premise that they would decrease time spent 
working in the home, especially for women, and increase time spent on leisurely activities. 
Whether these devices decreased ZRPHQ¶VWLPHZRUNLQJLQWKHKRPH is contested (Schwartz 
Cohen 1983), but declining working hours in other workplaces did create more leisure time, 
all of which contributed to a growing focus on the home as the centre of family life. It is out 
of this context that it was possible for television to grow into a mass medium, present in 
millions of homes. Social survey pioneer Mark Abrams wrote in The Listener in 1959:  
 
>«@ for the first time in modern British history the working-class home, as well as the 
middle-class home, has become a place that is warm, comfortable, and able to provide 
its own fireside entertainment ± in fact, pleasant to live in. (quoted in Langhamer 
2005: 341) 
 
The fireside entertainment that Abrams refers to could include radio or television, as, from 
the 1930s onwards, leisure in the home was increasingly provided by broadcasting. Indeed, 
broadcasting was another utility flowing into the postwar home, domesticating the experience 
of modernity through its reshaping of the boundary between the public and private spheres. 
Like the newly nationalised gas and electricity, broadcasting was a public service, conceived 
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of as accessible to all, but for the price of the license fee. Television became a defining 
feature of the postwar home, bringing visual as well as audio information and entertainment 
directly into the home, and it soon became the main way in which many Britons chose to 
spend their increased leisure hours (Vahimagi 2014). 
The amenities of the comfortable home, in theory, came to be considered basic 
components of the home, rather than luxuries, by the beginning of the 1960s, including 
running water, gas or electric powered heating, sufficient lighting, suitable amounts of living 
space, and broadcasting. In 1961, the Parker Morris Report Homes for Today and Tomorrow 
was published and laid out recommendations for the specifications of the modern home. As 
with the Tudor Walters Report of 1918 and the Dudley Report of 1944 it represented a 
landmark in the design of public housing (Burnett 1986: 304). While the 1944 Dudley Report 
rarely mentioned central heating, better heating was one of the dominating concerns of the 
1961 Report (Burnett 1986: 299±306). Heating, the Report wrote, should be a common 
provision for all, not just the wealthy, in order for the whole dwelling to be properly 
inhabited (Burnett 1986: 308). Similarly, the Report recommended that there should be 15±
20 electrical sockets per house, rather than the average of 6 found in new houses at the time 
to accommodate the increasing numbers of electrical products in the home (Burnett 1986: 
307). Thus, technology and the comfort it could provide were becoming prerequisites of the 
modern home and a new standard of living was laid down. It is from this relationship 
between utilities, technology and domesticity that the concept of the comfortable television 
lifestyle was formed.  
 
Are you sitting comfortably?  
The early conceptions of the clean, light, healthy home from the 1920s and 30s are a 
particularly important context to how the television lifestyle was constructed. Much of the 
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promotion of gas and electricity rested on their ability to make the home healthier. Electric 
light was compared to sunlight in the health benefits it would bring in a leaflet produced by 
the British Electrical Developmental Association in the 1930s (Anon 1934: 28). Thus, the 
concepts of comfort and health were entwined, as comfort was conceived as the absence of 
that which might cause pain or damage health. Comfort, therefore, was conceptualized as a 
total corporeal experience.  The early conceptions of comfortable television viewing 
resonated with this equation between comfort and health. Lifestyle magazines and design 
publications all provided viewing advice that aimed to prevent any damage to the health and 
thus create comfort. This included instructions on how to avoid eye strain with correct 
lighting and viewing distances, as well as on correct height of seats and neck tilt to avoid 
neck strain. In 1961, magazine Ideal Home explained to its readers, when watching 
WHOHYLVLRQµYLHZLQJFRPIRUWLVDVLPSRUWDQWDVWKHSLFWXUH¶Anon 1961: 66). Lighting was 
considered essential to comfortable viewing, as this prevented eye strain and glare from the 
screen. Electric lighting, since the late nineteenth century, was framed to consumers as a 
means of achieving a healthy, as well as an aesthetically pleasing, home (Gooday 2008). 
Studies in the 1940s, such as the lighting survey conducted by Dennis Chapman, show the 
levels of care which were put into researching the optimum lighting conditions in the home. 
Chapman measured lighting levels across different social groupings, assessing if it was 
sufficient for the tasks that take place within the home (Chapman 1943).  Achieving comfort, 
therefore, was a social and scientific endeavour, rather than an aesthetic one, which was 
reliant on the correct application of technologies such as lighting.  
Similar attention to detail was given to the lighting of television viewing. Television, 
as a visual medium which gave out a large amount of light, could alter the balance of light 
within the home, potentially upsetting the ideal sensorial conditions. Previous media devices 
in the home, such as the radio and gramophone, altered primarily the soundscape, meaning 
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the television had its own set of unchartered potential problems. These potential problems 
were taken seriously and as a result there were collaborations between designers, magazines 
and medical professionals. $WWKH)HVWLYDORI%ULWDLQLQDPRGHOURRPRQµHQWHUWDLQPHQW
DWKRPH¶GHVLJQHGE\LQWHULRUGHVLJQHU5RELQ'D\GHPRQVWUDWHGWKHGLIIHUHQWZD\VRI
lighting television viewing (Anon 1951: n.p.). 7KH&RXQFLORI,QGXVWULDO'HVLJQ¶V1957 
exhibition on telHYLVLRQ¶VSODFHLQWKHKRPH µ'HVLJQIRU9LHZLQJ¶went as far as to consult an 
ophthalmologist to obtain the ideal viewing conditions. In their monthly magazine Design, 
WKHRSKWKDOPRORJLVW¶VUHFRPPHQGDWLRQVZHUHODLGRXWLQVHYHQµSRLQWVIRUFRPIRUWDEOH
vieZLQJ¶. Points 1±3 concerned position of head, distance and angle from the screen, while 4 
and 5 recommend the correct lighting, by avoiding reflections from light sources such as fires 
DQGZLQGRZVDQGDYRLGLQJJODUHE\QRWYLHZLQJLQWRWDOGDUNQHVVDVµWhe contrast between 
the bright screen and dark background leads to glare¶ZKLFKZRXOGOHDGWRH\HVWUDLQ (J.E.B. 
1957: 43). An article from Ideal Home in 1949 provided similar advice: 
 
A fair amount of room light is desirable when looking in. Set and lighting should be 
placed so that the light does not fall directly on the screen and so that the screen does 
nRWUHIOHFWODPSVRUILUHV>«] At night, a standard lamp can be placed to one side of 
the set. (Norris 1949: 29) 
 
A decade later, DIY magazine Homemaker still took WKHVDPHYLHZµWHOHYLVLRQLVEHVW
YLHZHGLQVXEGXHGOLJKWDQGWKLVLVXVXDOO\VXSSOLHGE\WKHVSLOORIOLJKWIURPRWKHUILWWLQJV¶
(Anon 1960b: 1334).  
 
)LJXUHµ(QWHUWDLQPHQWDWKRPH¶DURRPGHVLJQIURPWKH)HVWLYDORI%ULWDLQ
Copyright: Design Council Archive, University of Brighton Design Archives. 
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Alongside lighting, the other key factor for achieving comfort in the home was warmth. 
The final point in the recommendations for comfortable viewing from Design magazine in 
1957 iVµZDUPWKHURRPSURSHUO\*RRGDOO-over warmth in the room enables you to make full 
use of the vLHZLQJDUHD¶-(% 1957: 43). Before the fireplace lost its primary function as 
the main heat source for the living room, television owners were advised to place the set next 
to the fireplace in winter. As an Ideal Home article from 1950 described: 
 
In the warm months the TV caQEHDQ\ZKHUHLQWKHURRP>«] but in winter we need to sit 
near the fire while we look-in, which means the best position for the set is one side or 
other of the fireplace. (Norris 1950: 43)  
 
Gathering round the fire here had a functional purpose and reminds us that it was not a 
straightforward transition from fireplace to television, but that they crossed over in function 
and use. A response to the 1949 Mass Observation directive shows how the desire for 
comfortable television viewing re-shaped the way in which the home was ordered, including 
where the fireplace was situated: 
 
[...] we used to sit and enjoy another room in the house. Since Kenneth fixed his set in the 
room with radiogram, piano and parquet floor, our very comfortable room seems to be 
losing all its furniture to this one! Even the fire grate has rolled (literally, because it runs 
on two wheels) into this one. (MO-A DR 1046 1949: n.p.) 
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Advances in heating were important for comfortable television viewing, as once the fireplace 
was no longer the primary means of heating, viewers could spread more freely throughout the 
room (Highmore 2014: 5).  
 
Consuming comfort  
While the early advice connected gas and electricity to comfortable, warm, healthy television 
viewing, this relationship was soon capitalized upon by manufacturers and advertisers. For 
example, television lights soon became a consumer good designed to sit above the television 
set. An advertisement for the R.E.A.L. plinth light from Ideal Home in 1956 offered a means 
to achieving the ideal television viewing atmosphere. It reads:  
 
When this restful, mellow and charming light is on the top of your T.V. set, a new era 
of soothing televiewing is born. No suspicion of eye-strain to mar your enjoyment; no 
reflection on your screen, no interference with the brightness of your picture. T.V. at 
its most perfect! The plinth creates an effect of non-darkness ± rather than light ± and 
sheds its softly diffused glow throughout the room. (Anon 1956: 197) 
 
The light both offered to facilitate perfect viewing, without eye strain or reflections, but also 
to create the appropriate atmRVSKHUHIRUWKHURRPIURPWKHµsoft glow¶ and µnon-darkness¶
effectively commodifying the feel of television. As much as this advert embellishes the 
potential of the product, it was very common to place a light above the television set, so it 
was tapping into an existing design choice. Indeed, in an edition of DIY magazine Practical 
Householder from the same year, a reader passed on advice on how to make your own plinth 
light using the chromium holder from an oven-proof dish (Dale 1956: 52). This 
commodification of the television lifestyle was ofWHQGLVPLVVHGDVEHLQJLQµEDGWDVWH¶LQD
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1950s television programme on design in the home, Kenneth Clark called a television light, 
LQWKHIRUPRIDQDTXDULXPµMXVWVWXSLGDQGSRLQWOHVV¶1  
The advice about lighting and television was reflected in buying choices made by 
television owners. For example, according to Jeremiah, this kind of advice led to working-
class homes, once they had acquired a television set, buying reading lamps to watch 
television (Jeremiah ,Q'HQQLV&KDSPDQ¶VVRFLDOVXUYH\RQWKHKRPHDQGVRFLDO
status conducted in 1955, he noted that the reading lamp was an item most commonly found 
in middle- and upper- middle-class homes because it was used for reading and sewing 
(Chapman 1955: 98). In this instance, the introduction of television encouraged working-
class homes to buy more lighting, which was traditionally associated with upper middle-class 
homes, thus altering traditional markers of social class.  
The same process of commodification applied to heating devices and, as the traditional 
fireplace was overtaken by newer devices, providers of heaters were keen to use the 
television lifestyle to influence consumers to upgrade their heating system. An example of 
this is an advert for gas from 1960 from Woman and Home, which, in the form of a cartoon, 
shows a woman standing beside her husband, shivering next to a roaring fireplace and 
WHOHYLVLRQ,WUHDGVµVKHZDVashamed of her cold-hearted home [underlining in original]¶DQG
the woman LVGHSLFWHGVD\LQJµ,GRQ¶WNQRZZKDW.D\DQG%LOOZLOOWKLQN± this place is like a 
µIULGJH&DQ¶WZHGREHWWHUWKDQWKDWILUH"± LW¶VKRSHOHVV¶ (Anon 1960a: n.p.). While she 
might have the modern accoutrements associated with a modern home, represented by the 
television set, she is afraid that her friends will judge her for having a cold home, for which, 
the advert suggests, there is reason to be ashamed. Furthermore, the home is described as 
                                                     
1
 This appears in the BBC2 documentary All Mod Cons: Ever So Contemporary (1997, UK: 
BBC).  
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cold-hearted, extending the association with feeling to the home itself, and that the traditional 
image of the roaring fire in the hearth, so often associated with a warm-hearted home, is here 
depicted as ineffective as the woman shivers next to it. Both the feelings of shame and 
coldness are experienced by the figure of the wife; the provision of warmth and cosiness in 
the home is presented as a female concern. The husband and wife visit the gas showroom 
where they purchase a gas heater, which is installed in place of the roaring fire. In the final 
cartoon, the friendVDUHLQWKHOLYLQJURRPZLWK.D\UHPDUNLQJµ-RDQGDUOLQJwhat a cosy 
room this is ± LW¶VDSOHDVXUHWRFRPHLQWR [underlining in original]¶$QRQD: n.p.). This 
advert realigned the cosy home with modern forms of heating powered by gas and relegated 
the traditional fire to obsolescence, thus creating a paradigm whereby those who could not 
afford gas heating had a home that felt shameful and was out of date. Considering that gas 
had been nationalized for over a decade by this time, it is noteworthy that the gas service felt 
the need to promote itself using these methods. The early relationship between technology, 
comfort and health, born out of the social ideals about gas and electricity from the early 
twentieth century, was eventually overtaken by a conception of the comfortable home as 
contingent upon consumption practices, which were indicative of social status.  
 
Figure 2µ6KHZDVDVKDPHGRIKHUFROG-KHDUWHGKRPH¶*DVDGYHUWLVHPHQW. 
 
Technology and leisure time   
As the article has already demonstrated, there was a continuous focus on the ways in which 
gas and electricity could enhance the comfort of television viewing through heating and 
lighting, but further to comfort, these utilities were also connected to leisure time and 
television viewing. The image of the television set was frequently used to illustrate this, 
arguably because it quickly became emblematic of the new comfortable leisure-focused home 
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life. Technological advances in gas and electricity, and the products powered by them, 
became closely associated with leisure time, either as the means of creating time for leisure 
or as the means of powering it in the form of radios, televisions and cars. It was only because 
of a new availability of leisure time that it was possible for the television lifestyle to come 
into existence.  
The association with leisure time and home developed across the 1950s, but in the late 
1940s, when the television service resumed after the war, a 1949 Mass Observation directive 
reveals that for many the home was largely associated with work.2 Respondents expressed 
concern that viewing television in the dark would prevent the possibility of working, and a 
preference is shown for the radio which was described, especially by women, as a companion 
to work rather than a distraction from it. These responses show an unwillingness to rearrange 
the home in favour of leisure time, with many feeling that there was not enough time to view 
when there was so much work about the house to be done. One man responded:  
 
A lot of routine work I can do while the ordinary radio is going, and I enjoy many 
things in the regular programmes as a background. It appears obvious however that 
sitting in a darkened room with the eyes glued to a small frame containing the picture, 
one cannot do much else but watch. (MO-A DR 1679 1949: n.p.) 
 
The consequent advice in magazines, which firmly advocated lighting television viewing, 
may have been a response to these anxieties about television dominating home life. Roy 
NorULV¶DUWLFOHLQIdeal Home in 1949 responded directly to these kinds of concerns:  
 
                                                     
2
 The amount and kind of work would have varied across classes and genders. 
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Some SHRSOHQRWWHOHYLHZHUVVD\µwe could not be bothered with television. We 
have too much to do to be able to sit idle in DGDUNHQHGURRPHYHU\HYHQLQJ¶ 
 
Actually, the room does not have to be darkened. With the latest sets even full 
artificial lighting can be kept on. Then, after the novelty has worn off, members of a 
IDPLO\FDQµYLHZ¶ or not, just as they can listen to, switch off, or ignore a radio 
programme. (Norris 1949: 28) 
 
The magazines used lighting to integrate television into the existing modus operandi of the 
home, as well as a means of enhancing television viewing. This is significant because it 
shows the ways in which magazines helped to mediate WHOHYLVLRQ¶VWUDQVLWLRQLQWRWKHKRPH
assuaging anxieties about the distracting influence it might have on the home using other 
technologies. 
Adverts for these technologies were also keen to show the relationship between 
leisure time and technology. An advert for the General Electric Company, from an edition of 
Homes and Gardens in 1953, framed the relationship between technology, television and 
domestic leisure. The advert is situated in the domestic environment, depicting a man and 
woman sitting together in armchairs drinking claret while watching television. A generator is 
shown above the television set, effectively powering the leisure of the couple, represented in 
the television set and the light. The television lifestyle of the couple is presented as 
sophisticated by the claret they are drinking and the historical television programme they are 
YLHZLQJZKLOHWKHPDQ¶VVXLWVXJJHVWVWKDWWHOHYLVLRQYLHZLQJZDVVWLOODUHDVRQDEO\IRUPDO
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activity.3 Yet comfort is also suggested by the rich red colour of the advert, the large 
DUPFKDLUVWKHPDQ¶VFLJDUHWWHDQGWKHORZOHYHOOLJKWLQJDOORIZKich give an impression of 
cosy interiority, which contrasts greatly with the industrial might of the generator powering 
it. The text draws attention to this juxtaposition:  
 
Electric power ± to light your leisure and to warm your ease, to cook, to clean, to 
preserve, to bring you music and the moving pageant RIWKHZRUOG>«] 
Electric power ± to run railways and light cities, to equip airports and turn the wheels 
of induVWU\>«] 
Electric power ± WRFDUU\%ULWDLQ¶VUHSXWDWLRQWRWKHZRUOG¶VHQGDQGNHHSRXUFRXQWU\
prosperous in the new Elizabethan age. (Anon 1953: n.p.)  
 
In a grandiose way, it connected the lighting of leisure in the home with the grander narrative 
of national progress: the same power running industry was powering the television, lyrically 
GHVFULEHGDVWKHµPRYLQJSDJHDQWRIWKHZRUOG¶,QWKLVZD\WHOHYLVLRQYLHZLQJLVSUHVHQWHG
as progressive and modern, and the home that is plugged into the power of electricity was 
WKXVDPRGHUQDQGSURJUHVVLYHRQHZKLFKZLOOVKDUHLWVXJJHVWVLQWKHSURVSHULW\RIµWKHQHZ
(OL]DEHWKDQDJH¶WKHDGYHUWLVIURPWKH\HDURIWKHCoronation). The choice of the television 
VHWUDWKHUWKDQDQRWKHUHOHFWULFDOGHYLFHVXFKDVDUHIULJHUDWRUVKRZVKRZFULWLFDOWHOHYLVLRQ¶V
double articulation into the home was; television brought the outside world into the home 
providing leisure, and electricity facilitated this, and both together connected the home into 
                                                     
3
 1953, as the year of the Coronation, is a key year for television consumption as sales 
increased greatly in the lead up to the Coronation, and is a definitive marking point in the 
VKLIWIURPWHOHYLVLRQ¶VVWDWXVDVOX[XU\REMHFWLQWRDPRUHcommonplace household item.  
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PRGHUQLW\7KHDGYHUWLVVXJJHVWLYHRI5D\PRQG:LOOLDPV¶FRQFHSWRIµPRELOHSULYDWLVDWLRQ¶
(Williams 1974), highlighting that television can facilitate a connection, from within the 
privacy of the home, with the outside world. The advert is a clear example of the ways in 
which the image of the television lifestyle fused, at a very early stage in its lifecycle, with the 
concepts of technology, power and leisure in their capacity as the purveyors of modernity. 
Notably, this framing takes place through the lens of consumer culture, as the main purpose 
of the advertisement was to promote the consumption of electricity, which, as a pre-1955 
example, shows that television became entrenched in consumer culture even during the 
monopoly of publicly-funded broadcasting.  
 
Figure 3µ7KH7KHPHLV3RZHU¶*HQHUDOElectric Company advertisement 1953.  
 
Gender, leisure and labour  
The advert above was unusual in its grandiose presentation of the relationship between 
electricity and leisure time; by and large, the relationship was constructed in more quotidian 
terms. Since the 1920s, electricity and gas were promoted, in adverts and pamphlets, for their 
labour-saving potential, which would free up more time for everyday leisure. The benefits of 
labour saving devices were usually aimed at women, who were the primary carers in the 
home. Electricity, labour saving devices and the benefits of gas powered fires and hot water 
ZHUHVROGDVGRPHVWLFVHUYDQWVWKDWZRXOGIUHHXSZRPHQ¶VWLPHIRURWKHUSXUVXLWVOnce 
television arrived into the home, it was used as a symbol of the leisure that could be gained 
from investing in gas or electrical products. A promotional advert for the electric home from 
1962 featured in Ideal Home magazine shows a woman lying on a sofa reading a magazine, 
with a television set behind her. TKHWDJOLQHUHDGVµVLWEDFNDQGHQMR\OLIH± let electricity do 
WKHZRUN¶ (Anon 1962: 81). Though the television set is not actively doing anything in the 
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image, its presence suggests the possibility of other leisure activities that the woman could 
now take part in, but is also a visual reminder of what electricity can power.  
An advert from 1963, also from Ideal Home, for gas, takes a different tack, but still 
follows the formula that utilities gave women more time. It is in the form of a cartoon strip 
and depicts a housewife exhausted by her washing up duties. Her husband sees this and goes 
to the gas showroom to buy her a water heater. A week later she is serving tea to her family 
ZKRDUHDOOLQIURQWRIWKHWHOHYLVLRQVHW+HUKXVEDQGVD\VWRKHUµ[«] time off for tea and 
T.V. ± WKLVLVVRPHWKLQJOLNH¶WRZKLFKVKHUHVSRQGVµ%HUW*LYHPHhot water by Gas 
anytime ± LWPDNHVDOOWKHGLIIHUHQFH¶ (Anon 1963: 144). In this advert, gas is shown to 
provide the housewife with the chance to enjoy leisure pursuits with her family for the first 
time. While her chores could not be left to one side to do this, the efficiency of the gas water 
heater speeds up her labour freeing up her time for leisure, which is symbolized in the 
television set. The housewife is active in her role as the provider of comfort for her family in 
the form of cleaning and as the provision of the tea served alongside the TV viewing, but it is 
the man who goes to the gas showroom to purchase the means to lessen her load. His 
purchase of the water heater, and the water heater itself, are shown to provide the housewife 
with the opportunity to finally watch TV with her family; the new efficiency of her labour is 
a by-product of these factors, rather than something she herself has achieved, effectively 
rendering her a passive figure.  
 
Figure 4: A section from µ6KHFRXOGQ¶WVWDQGLWDQ\ORQJHU¶*DVDGYHUWLVHPHQW. 
 
Spigel has demonstrated, in a United States context, the ways in which advertisements 
IUHTXHQWO\GHSLFWHGZRPHQ¶VWHOHYLVLRQYLHZLQJDVFRQWLQJHQWRQFKRUHVEHLQJFRPSOHWHG
first, to DVVXDJHIHDUVWKDWWKHGLVWUDFWLRQRIWHOHYLVLRQPLJKWKLQGHUDZRPDQ¶VZRrk in the 
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home (Spigel 1992). Without irony, this advert reveals the often-hidden dimension behind the 
WHOHYLVLRQOLIHVW\OHWKDWRIZRPDQ¶VODERXULQWKHKRPHDQGWKHIDFWWKDWIRr them, the 
boundaries between work and leisure were always blurred and necessarily contingent. 
Similarly, an article in weekly magazine Woman from May 1957 showed how open plan 
living could be adapted to allow the woman to watch television while she washes up ± µZH
FDQZDVKXSDQGZDWFK79¶ ± allowing her to enjoy leisure but not at the expense of her 
chores (Anon 1957: 20).  For women, the relationship between leisure and technology was 
complex, as it was presented as providing relief from work, yet also contingent upon work, 
adding a highly-gendered aspect to the way in which magazines and advertisements 
constructed the comfort and leisure involved in the television lifestyle.  
The gas advertisement alongside the one for G.E.C. discussed above provide a notable 
juxtaposition; in the decade between them, television moved from an expensive, luxury 
object into a widely-owned household item, which might account for the way in which the 
television lifestyle is presented as a refined activity in the earlier advert and far more 
quotidian in the later one. The woman in the G.E.C. advert is shown to enjoy the television 
alongside her male companion, which perhaps suggests that her higher-class status elevated 
her position within the home, while the housewife figure of the gas advert is defined by her 
role as carer in the home, rather than as an equal participant in home leisure. They are both, 
however, illustrative of the way television viewing quickly became a symbol of domestic 
leisure in the postwar period, both of which were dependent on the advances in technology 
powered by gas and electricity. Magazines and advertisements exploited this relationship, 
using the television lifestyle to illustrate the benefits of technology in providing a 
comfortable, modern domestic experience.  
 
Conclusion 
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In the postwar British home, technology and utilities brought improvements, which made the 
home a more comfortable place to be, while increasing leisure time meant more time was 
spent there. Television was one of many technologies which re-shaped the British home in 
the decades following the Second World War. This article has positioned the material history 
of television in relation to the other technologies and utilities shaping the home, showing that 
WHOHYLVLRQ¶VSODFHLQWKHKRPHZDVUHODWLRQDOUDWKHUWKDQDEVROXWHTelevision should not be 
understood in isolation from the attendant technologies in the home, without which 
WHOHYLVLRQ¶VGHYHORSPHQWZRXOGQRWKDYHEHHQSRVVible. By tracing the material image of the 
television set in print and visual culture, this article has revealed how an idealized television 
lifestyle emerged based on the connection between television, gas and electricity, all of which 
contributed to a more comfortable, leisure-based conceptualisation of domesticity in the 
postwar period.  
The television lifestyle was initially based around achieving optimal viewing 
conditions, which could be attained through lighting and heating. The connections between 
technology and health were social ideals of the twentieth century, which were then applied to 
television viewing. This article has shown that television soon took on a symbolic resonance 
in the idealization of the home in this period, becoming a visual motif for comfort and 
leisure. Television, as a technology powered by electricity and a provider of leisure within 
the home, became an apt symbol for modern domesticity. The visual motif of television 
appeared across a wide variety of advertisements and articles promoting comfort in the home 
through the purchase of consumer goods, such as boilers, fireplaces and carpets. These 
presented the television lifestyle as dependent upon consuming specific products, thus 
HPEHGGLQJWHOHYLVLRQ¶VLPDJHZLWKLQFRQVXPHUFXlture. Hitherto, studies of WHOHYLVLRQ¶V
relationship to consumer culture have focused on the advent of commercial television in 
1955, but many of the examples used in this article have indicated that the visual motif of 
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television was utilized as an advertising tool before it was possible to advertise on the 
medium itself. It is apparent that the potential of television to sell a desirable lifestyle was 
quickly capitalized upon by advertisers. This article has shown how the consumption 
practices associated with achieving the comfortable television lifestyle were frequently 
constructed around prevailing ideas about class and gender.  Optimum comfort was framed as 
a means of distinguishing the home, and usually it was the female figure who was tasked with 
ensuring that comfort was achieved. Behind the constructed ideal of the television lifestyle 
was a reality predicated on gendered labour division within the home, which the sources 
discussed helped to reinforce.  
The relationship between television, domesticity and consumer culture in the postwar 
period was, therefore, more multifaceted than has previously been allowed for. Beyond what 
was shown on the screen, a powerful material culture formed around television, which was 
relational to other domestic utilities and technologies, and rooted in consumer culture. It is 
only by examining this material culture that we JDLQLQVLJKWLQWRWHOHYLVLRQµDVDV\PEROLFif 
QRWWRWHPLFREMHFW¶0RUOH\ 1995: 170). 
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